Geoffrey Baker has produced a critical, in-depth study of 
So what sort of book is this? Baker writes within traditions of critical ethnography which set individual or local experiences and perspectives within a wider context, seeking to uncover oppressive social structures and practices. The emphasis is on unmasking underlying ideologies, making apparent that which has been hidden, exposing the unequal power relations between dominant cultural discourses and those marginalised by them. He does not claim to give a balanced account, but seeks to give a 'counter-weight ' (p.19) to the extant adulatory accounts of El Sistema in Venezuela. Baker situates his book within the field of 'activist ethnomusicology' and is therefore committed to giving voice to those 'marginalised in the public realm, rather than those who have dominated it' (p.18). His aim, he writes, was not 'a comprehensive or conclusive narrative but rather a critical, informed analysis of some of El Sistema's key actors and core claims ' (p.20) .
The book seeks to 'go beyond an examination of the Venezuelan programme to encompass a broader critical analysis of the youth orchestra as a vehicle for a rounded, inclusive education in music and citizenship' (p.5). The object of his critique, as he states, is 'not classical music per se but institutions, pedagogies and practices that mediate it' (p.12).
In El Sistema and the model of the orchestra central to its programme, Baker finds old-fashioned, authoritarian structures and practices which shape young people to become docile workers rather than politically engaged citizens (p.200), creating 'a microcosm of capitalist society ' (p.202) . He insists that 'the pursuit of social justice requires the critique of oppressive structures and exclusive forces in conventional music education, not their perpetuation and expansion in new guises'. But Baker judges El Sistema, and particularly the actions of its founder José Antonio Abreu, from the comfortable perspective of someone living in highly-developed social structures within stable, democratic settings, and shows little understanding of or sympathy for the deeply challenging political, economic and social circumstances in Venezuela. There must be, of course, no leeway given as regards abusive practices, but there is a harsh idealism in Baker's uncompromising stance which needs to be acknowledged and unpacked a little if practitioners and policy makers are to benefit from his research. His insistence on polarising the discussion sometimes leads me to question whether Baker actually wants to engage with practitioners, or simply to reinforce ideological battle lines.
On the one hand, this book addresses a set of difficult issues which it might be easier for the international Sistema community to turn away from. Its unflinching questioning of deeply held assumptions and values is to be welcomed, for there is much to learn from here for practitioners who will shape Sistema-inspired programmes into the future. On the other hand, Baker speaks in a tone which is often lacking in graciousness. When discussing the wider influence of El Sistema, he tends to disregard the relationships which have become established between members of the Venezuelan programme and Sistema practitioners around the world, all of whom he seems eager to dismiss with no more than a cursory glance. But many of these people have set about reimagining how inclusive, immersive music-making might Allan et al's (2010) research points to [other] continuities between Venezuelan and Scottish projects, such as a faith-based approach that reduces productive ambiguity, reflection, and critique, and a streak of paternalism and exclusion behind the trumpeting of social inclusion. The impressive drive and focused mission that propel the project forward appear to have some problematic undercurrents (p.307).
Baker's use of 'faith-based' here is highly misleading, even mischievous. He has picked up an observation from Allan et al.:
We noticed that in overcoming the huge hurdles associated with the launch of such an ambitious charity-primarily funding and the support of governmental institutions-the individuals driving Sistema Scotland have adopted a professional perspective that prioritises a need for unquestioning faith in the intrinsic value and efficacy of the programme. This bold position provides a tremendous energy to the operation of Sistema Scotland, but-like any agenda-driven professional perspective-it is not without limitations. These could be seen to include a narrow and focused vision of the programme's place within an existing community and services infrastructure, for example, and a 'missionary' stance in relation to the Raploch community, reliant on statements of faith in the process from all involved (2010, p.334 ).
Yet he doesn't set out the context of the original discussion and explain that this is not suggestive of a religious perspective, but rather of 'faith in the process', in terms of the organisation's strongly coherent vision. Such ambiguity is certainly advantageous for Baker's rhetoric, but undermines the book's claim to academic rigour.
I have yet to trace where Baker found the 'streak of know that many practices within orchestral management must be transformed through a fresh vision. I tease a young conductor I regularly work with for wearing nineteenth century servants' dress, for instance, and I recall an experience one evening twenty years ago, after a performance in a central European concert hall, of feeling totally alienated as the conductor kept returning to the platform to take the applause long after the orchestra had departed, as was the local custom. Having given our all, the audience response was for him alone. A recurring theme across this evaluation is the emphasis Sistema Scotland places on the quality of the relationship between musician and participant. It is this quality of relationship that is so important to the theorised impact pathways. Indeed many of the strengths of the Big Noise delivery... are designed to enable the opportunity for this relationship to flourish. Consistent with other social regeneration evidence and narrative, Sistema Scotland's vision could be described as 'people change lives' not services or programmes or necessarily even music (GCPH, 2015a, p.12) .
It is the long-term relationship of Big Noise musician and participant through which social transformation can happen, through which a 'utopian space' (Jorgensen, 2004, p.8 as someone who has 'gone before', of the musician who can draw younger players further into the infinity of music-making, of learning a set of skills with which to follow fresh paths in the future, is not an oppressive social force when practised ethically, as I've explored elsewhere through the philosophy of Emmanuel Levinas (Jourdan, 2015) . Sistema practitioners such as those in the Big Noise programmes work hard to be attentive to the needs of the young people they teach, establishing ethical musical and social practices in every area of their programme. These practices include positive behaviour management and highly developed, Strong evaluation evidence indicates that children who participate in the Big Noise orchestra demonstrate improved language and other skills, as well as higher levels of confidence and pride.
The Big Noise environment offers a sense of security and belonging, which it is anticipated will support the development of mutual support networks and resilience among participants over the medium term.
The impact of Big Noise on participants' emotional wellbeing was regularly cited as a key benefit of the programme. In the short term this develops participants' creativity, adaptability, problem-solving and decision-making skills, team working, collaboration and cooperation skills and their self-discipline and control. It is anticipated that over the long term, employability and employment outcomes (and others) may be enhanced (GCPH, 2015a, p.8) .
The Big Noise programmes have been judged to bring shortand projected longer-term transformations amongst participant communities, enhancing well-being and encouraging the development of life skills, whilst the learning and playing of music alongside others opens up new vistas, presents unfettered horizons and encourages young people to dream dreams, as described by a 14-year old Big Noise participant, quoted in the evaluation report:
The music, how we hear music, how we get involved, build up your communication, build up your confidence. Coming to Big Noise, you've got people you know and people you don't know. You've got music behind your back, pushing you. So it's like somebody pushing you to do something, but it's music, and it's pushing you to make good things like building your confidence. When I started Big Noise I was shy, look at me now. Anyone can achieve any goals they want (GCPH, 2015b, p.46) . The social benefits of Sistema come from the structure, challenges and cooperative nature of a symphony orchestra. So it is the symphony orchestra we are built around rather than classical music. The orchestra is big enough and flexible enough to challenge children with a wide range of abilities-and yet allows them to all play together with a common purpose. Within a properly functioning orchestra, children learn that they have an individual responsibility, that they are part of a section, which in turn is part of a much larger group. We believe that there is a unique, inherent inclusiveness in the symphony orchestra.
There is scope within the orchestra to explore many different genres of music, and we do. The Raploch orchestras have enjoyed learning a rich and diverse selection of repertoire from Lady Gaga to Handel. We have had ceilidhs too and Latin American music of course! We would throw the question back however: 'Why not classical?'
There is no reason the children should be excluded from making and listening to classical music.
Can Big Noise offer some other kinds of music tuition?
Big Noise is an orchestral programme. Sistema's social benefits come from the intensity, immersion and scale of a symphony orchestra. We don't have plans for anything else. There are many other worthy musical pursuits but we don't believe they bring the same level of social benefit that our orchestras are set up to achieve. It will be wonderful if the children grow up to get enjoyment from playing and listening to whatever kind of music they develop a taste for. For us though, it is the symphony orchestra that has the capacity to provide the social transformation we hope to achieve.
